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This paper analyzes “Keeping up the Pureness” by Matsui Fuyuko, a Japanese painting with a modern concept 
about the body and life. The picture shows a dead woman whose body is cut open. Although she appears to have 
been killed, this is a representation of hope and relief. How can a dead body be an icon of relief?
We analyze the work based on the theory of genre and paradox, and decipher the work’s hidden logical 
construction.
The work has its roots in two genres—Kusozu, traditional Buddhist art drawing the dead body, and anatomical 
charts. Each genre has a typical form in which the creator, audience, and character have their own characteristic 
communication. This decides and creates a characteristic communication style that determines the content 
represented in the work.
Kusozu is a tool used in Buddhist ascetic practices; people look at the image and contemplate life and death. 
Through these practices, they become aware that all is vanity.
Anatomical charts also deal with the theme of life and death, but are constructed with scientific eyes. They 
represent life and the body as pure objects (like dead material) in a dispassionate scientific manner.
The woman in the work is painted like an anatomical subject. Her body is constructed by scientific eyes, and 
so she appears as a pure object researched as dead material. However, she is not a dead body, because she gazes at 
the audience. She died, but at the same time lives. This paradox is the core of this work’s logical construction. The 
scientific eyes of the anatomical genre are reversed, and the body encompasses all of the subject for her own body 
and existence, with nothing controlling her body.
At the same time, the paradox stops any habitual logic. The context of Kusozu that leads the audience to the 
concept that all is vanity and they find hope. “Keeping up the Pureness” has a logical and paradoxical construction, 
which leads the audience to a new phase.
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